Eastern Illinois University

The Keep
Plan B Papers

Student Theses & Publications

1-1-1966

Music Supervisionin the Elementary School
Donna Jolley

Follow this and additional works at: https://thekeep.eiu.edu/plan_b

Recommended Citation
Jolley, Donna, "Music Supervisionin the Elementary School" (1966). Plan B Papers. 477.
https://thekeep.eiu.edu/plan_b/477

This Dissertation/Thesis is brought to you for free and open access by the Student Theses & Publications at The
Keep. It has been accepted for inclusion in Plan B Papers by an authorized administrator of The Keep. For more
information, please contact tabruns@eiu.edu.

MUSIC SUPERVISION IN
TJ:IB ELEMENTARY SCHOOL
(TITLE)

BY

Donna Jolley

PLAN B PAPER
SUBMITIED IN PARTIAL FULFILLMENT OF THE REQUIREMENTS FOR
THE DEGREE MASTER OF SCIENCE IN EDUCATION
AND PREPARED IN COURSE

Music .580
IN THE GRADUATE SCHOOL, EASTERN ILLINOIS UNIVERSITY,
CHARLESTON, ILLINOIS

1966
YEAR

I HEREBY RECOMMEND THIS PLAN B PAPER BE ACCEPTED AS
FULFILLING THIS PART OF THE DEGREE, M.S. IN ED.

//'

/ ,7

tt//

PROBLEM----Music Supervision In The Elementary School

I.
II.

Philosophy Of Music Supervision
Need For Music Supervision
Primary Grades
Intermediate Grades

III.
IV.
V.
VI.
VII.

Description Of Jobs
Principles Of Music Supervision
The Way Music Supervision Functions
Teacher-Supervisor Relationships
Ways Classroom Teacher Can Help With The Music Program

1

Philosophy of Music Supervision
Music can help to fulfill the needs of children,
but unless music is included as part of the learning
experiences in elementary classrooms, its contribution will
not be fully realized.

If elementary schools are to have

adequate programs of music education for all children, the
classroom teachers must actively participate in music teaching.

Many of them lack competency in this area.
Teacher training institutions have recognized this

problem and have provided courses in music for students
preparing to be elementary teachers.

Traditionally, these

courses have been fundamentals of music followed by methods
of teaching music.

Instruction has usually been given in

class meetings devoted to lectures, demonstrations, and
discussions.l
The rapid growth of the public schools, coupled with
a changing emphasis in the purpose and nature of the supervisory process, has brought about numerous philosophic and
organizational changes in music superv:Lsion in the past
decade and a half throughout the city school system in
1 Genevieve Hargiss, "The Development And Evaluation
of Self-Instructional Materials In Basic Music Theory for
Elementary •reachers, 11 Council For Research In Music
Education, Bulletin No. 4 (Winter, 1965), p. 1.
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this country.

In addition, a number of basic changes have

been evolving in the development of' the music education
curriculum in schools and colleges, which have a profound
effect on both the teaching and supervision of music.

Since

the basic purpose of supervision is the improvement of the
teaching-learning process, it is important that the music
supervisors understand not only the curriculum but also
those processes by which teachers and others may effect
learning experiences of high quality and exceptional breadth.
Many successful teachers of music have been called
upon unexpectedly to become music supervisors without knowing what the duties of the position involve.

Where these

duties are attempted by persons unfamiliar with the complete
program of music education in total curricular setting of
public schools, the result sometimes violates the basic
democratic ideals of education as well as the objectives
of music education.2
In order to evaluate effective musical learning
experiences for a school system there are four main areas
which should govern the actions of the music supervisor;
namely, how music education is affecting the life of:
1.
2.

3.

4.

visors,"
(Boston:

the
the
the
the

individual
school
administration and staff
community.

2 Joseph W. Landon, 11 Changing Status of Music SuperMusic Education In Action, ed. Archie N. Jones,
Allyn and Bacon, Inc., 1960), p. 411.
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If there is adequate evidence that the music program has
aroused a living and continuing interest in music, that it
is an integral part of the school program which is considered
to be an important educative force by the administration,
and has affected the community cultural pattern, the program
has fulfilled its fundamental purpose.3
In our school systems which are responsible for
educating the youth of the land, democracy should be demonstrated and practiced.

There has been a gradual departure

from the traditional authoritarian supervision in the
direction of a more democratic procedure.

The quasi-

military "line and staff" authority has been eased to a
system of cooperation based on good human relations between
teachers, principals, supervisors, and all school personnel.
It was natural that there would be the tendency to seek
a different job title, which would fit more happily into the
democratic administration of today.

While the term supervisor

is still used widely, there is considerable use of the
following terms:

consultant, coordinator, counselor, teaching

supervisor, supervising teacher, resource teacher, helping
teacher, and chairman.4
It is rather well understood that the greatest value
3Ibid.
4Hazel Nohavec Morgan, Music In American Education,
Music Education Source Book Number Two, (Chicago: Music
Educators National Conference, 1955), p. 33.
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of the music expert, regardless of his title, is as a helper
to the teacher, and their relationship should be
willing cooperation.

one of

This assumes that the music supervisor

is, himself or herself, an expert and mature teacher with
a wide range of training and experience, and one who has
personal qualities which promote friendly relationships.
Successful principals are quick to make use of the
help of available supervisors of music, when the supervisors
demonstrate their ability to be of definite help to classroom teachers.

Supervisors and principals should work

together with sincere regard for the morale and selfconfidence of the classroom and the special music teacher.5
Need For Music Supervision
Many school systems, even in this day of teacher
shortages, list the ability to teach music among requirements
of primary teachers before employment.

Most authorities

in music education agree that practically all primary teachers
can teach their own music, with the benefit of occasional
supervisory help and some reasonable provision for in-service
training.

There are very few primary teachers who are tone

deaf, or who cannot carry a tune and by themselves learn
to sing the simple primary songs.

Those few who cannot

carry a tune may exchange classes and teaching service with
another primary teacher in the same building.

Also, the

ffiOdern school music song series have made available recordings
of the children's songs, which are a remarkable teaching aid
to all primary teachers and especially those with limited
singing ability.
It is being demonstrated constantly that primary
teachers can teach their classroom music satisfactorily and
prefer to do their own music teaching, once they have been
encouraged by music supervisors and given confidence in
their ability to do so through in-service training. 6
At the intermediate grade level even an average
standard of classroom music often seems to be too difficult
for most classroom teachers, and practically impossible for
them without adequate supervisory help.

The college prepara-

tion of intermediate classroom teachers is insufficient in
music, owing to the wide range of subject requirements.

The

music program itself becomes more complex at the intermediate grade level requiring the teacher to have more skills
in music.

:Minimu..YJ'l requirements for one to teach music in

an intermediate grade are as follows:
1.

Ability to sing (carry a tune) of the songs
of the grade.

2.

Ability to read music of the grade in order
to learn the songs and to be able to present
them to the children.

6ibid.' p. 31.
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3.

Some knowledge of, and ability to interpret
notation regarding rhythm, keys, chromatics,
and note values, at least not inferior to
that of the more musical children of the grade.

4.

Some ability to play piano accompaniments and
to play the autoharp is highly desirable,
probably necessary.

5.

Some background of information about music
literature, composers, the contributions of
various peoples, and practical understandings
of the social significance of music.

6.

Knowledge of the different musical instruments,
at least not inferior to that of the pupils
of the grade.

7.

Ability to sing a simple harr[ony part.7

Despite the present emphasis on the "self-contained
classroom," there is a noticeable trend to provide specially
trained teachers in music in the intermediate grades.
Description of Jobs
The following is a list of the typical designation
of jobs:
Director of music. The director of music bears
the full responsibility for the total program of
music, no matter what the separate number and kinds
of duties may be. He is, in a very real sense,
the administrator responsible for the entire music
program. He very often operates upon authority
delegated directly from the superintendent of
schools and is therefore responsible to him.
Supervisor of music. The title of supervisor
designates a person who is primarily responsible for
the quality of instruction provided in music. His
chief areas of concern are curriculum development,
instructional improvement, general planning, and
evaluation. He is usually responsible to the principals
of the schools to which he is assigned or the director
of music, if the school system employs one.
7ibid.

7
Music coordinator. This is a new term coming into
more general use.. His duties are similar to those of
the supervisor but, as the title implies, is responsible for the coordination of all the music work in
the school and corrnnuni ty, as well as assisting in
the coordination of music with the other curricular
areas of the school. He, like the supervisor, is
responsible to the director of music, if the system
has one, or to the principals of the buildings he
serves.
Music consultant. The educator bearing this title
is primarily a resource person who assists the
general classroom teacher in providing more adequate
musical experiences for the children involved.. The
title is coming into use in those school systems
developing child-centered curriculums; that is,
those breaking away from the traditionally sub,jectcentered curriculums.
Music teacher. This person is the specialist in
closest-contact with children and is responsible for
instruction in the area to which he is assigned.. He
is responsible to the principal of his building and,
through the principal, to the diregtor of music, if
the school system is so organized.
It must be remembered

th~'t

these specific titles may

not designate the same functions of music specialists in
every school today.

The primary distinction between the

music teacher and the music consultant is the emphasis given
to a cooperative role of the latter in working with teachers.
The key point of difference between these two is whether
elementary teachers are or are not expected to teach music
as a part of their regular classroom responsibility.9
8Kei th D. Snyder, School l11Iusic Administration And
Supervision, (Boston: Allyn and Bacon, Inc., 1959) ,pp. 10-11.
9Edward J. Herrmann, Supervising :Music in the Elementari
School, (Englewood Cliffs, N. J.: Prentice-Hall, Inc., 1965),
p.

s.
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Principles of Music Supervision
Certain guiding principles are implicit in the
conduct of music supervision.

Leonhard and House list the

following:
1.

Music supervision should be planned and operated
in the interests of the objectives of the music
program.

2.

Music supervision should maintain continual
evaluation of the music program.

3.

Music supervision should seek to create and use
objective methods of improving instruction.

4.

Music supervision should seek to develop the utmost
capacities of both students and teachers.

5.

Music supervision should be conducted informally
and flexibly.

6.

Music supervision should move gradually to produce
a united effort for more effective instruction.10
Landon provides a similar list:

1.

Music supervision should be sensitive to the
individual characteristics, needs, and competencies of the instructional staff and should be
used in establishing in-service programs that will
assist individuals in professional motivation and
growth in instructional skill.

2.

Music supervision should be an advisory (staff)
rather than an authoritative (line) function, and
should operate basically as a resource which is
available to various members of the instructional
and administrative staff.

lOcharles Leonhard and Robert w. House, Foundations
And Principles of Mu.sic Education, (New York: McGraw-Hill
Book Company, Inc., 1959), pp. 312-313.
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3.

The chief function of the curriculum should be that
of expressing the educational philosophy of the
district in terms of an operational pattern of
experiences for young people. Music supervision,
operating within this frame of reference, should
provide opportunities for those most concerned with
the curriculum; namely, students, teachers, parents,
administrators, and others who may share cooperatively in its development.

4.

Music supervision should provide for the continuous
evaluation, cooperative selection, and advantageous
use of the materials of instruction.

5.

The major concern of personnel administration of
the public schools is the quality of education.
Therefore, music supervision should be vitally
concerned with the cooperative selection, guidance,
professional growth, and evaluation of the
instructional staff.

6.

Public school administration should coordinate and
unify supervisory services in music education to
serve best the basic role of the improvement of
instruction.

7. Music supervision should be cognizant of the
findings of practical investigations and related
scientific research in those matters that pertain
to the evaluation of specific programs for the
improvement of instruction.

8.

:Music supervision should be responsive to,
provide an avenue of communication for, and
exercise leadership in a total program for the
musical development of the com.rnunity that it
serves.

9.

rvrusic supervision should provide opportunities
for the planning, organization, and development
of various student music activities that are a
part of the curricular framework and educational
philosophy of the system.

10.

Music supervision should recognize that in-service
training and professional activity are not limited
solely to teachers but apply equally to supervisory
personnel of the central office staff.

10
11.

The responsibility for the aQministration of
particular divisions or functional units of the
school system should rest with one individual,
such as the director or head supervisor of music.
This person, in turn, should derive his authority
from a line person (administrator) directly above
him. Assistant supervisors, consultants, coordinators, and special music teachers not assigned to
specific schools should operate as members of the
central music staff under the direction of the
head supervisor of music.11
The Way Music Supervision Functions
For several years, representative music educators

throughout the country have cooperated in finding out just
how music supervision is being accomplished today.

These

educators have compiled the following statement of procedures,
listed in the order of their relative effectiveness, by which
supervisors go about their work of helping teachers teach
music better:l2
1.

Planned classroom visits by a supervisor with
preparation and follow-up at individual conferences.

2.

Teacher meetings of various types.

3.

Demonstration teaching for groups of teachers by
other teachers or supervisors.

4.

Bulletins, suggestions, outlines, and various
written communications offered by supervisors.

5.

Committee participation by teachers under supervisory leadership.

11 Joseph W. Landon, "Changing Status of Music Supervisors, Music Education In Action, ed. Archie N. Jones,
(Boston: Allyn and Bacon, Inc., 1960), pp. 412-413.
11

12 Hazel Nohavec Morgan, :Music In American Education
Music Education Source Book Number Two, (Chicago: Music
Educators National Conference, 1955), pp. 34-35.
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6.

Teachers individually perrni tted to visit and observe
experienced teachers.

7.

Participation in preparing pupils for joint
festivals or all-city prograrns.

8.

Encouragement of special study by teachers with
recognition through salary increments.

9.

Teacher participation in textbook adoption comrni ttees.

10.

Use of audio-visual aids in improving instruction.

11.

Attendance at music conference meetings--national,
state, county, and local.

12.

Professional reading, directed and suggested by
supervisors.

13.

Attendance at concerts--artist series, college
and school programs.

14.

Preparing and presenting programs and broadcasts.

15.

Music contests and clinic festivals.
One effective way of communicating with teachers is

the use of bulletins.

Following is a bulletin that would be

sent to all teachers:
Bulletin Number 1.

December 1, 1966

During the month of December, we will be focusing
our attention on Christmas music. We will be having
experiences in singing, rhytmuic activities, and
listening. We will also have an opportunity for
children to demonstrate sldlls and abilities from
daily music class to parents or to other grades.
I would like for us to focus our attention on:
1. Improving tone quality and diction in singing.
2. Demonstrating correct posture while singing.
3. Memorizing songs for a performance.
4. Expressing the mood and movements of the music
through creative body movements.
5. Recognizing repetition and contrast in music.
6. Acquainting children with Christmas music of
other lands through listening to recordings and
singing.
'
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The following exam.ples are a more specialized type
of communication concerned with only one grade level.
Bulletin Number 2.

January

5,

1967

During the next few weeks I would like to focus
our attention on listening skills. I will be
presenting some listening lessons and I will ask
you to present some listening lessons also. During
these few weeks we need to:
1.

2.

4.
5.
6.

8.

Work for improvement in the ability to listen
with discrimination.
Draw attention to tonal configurations in
terms of "up," "down," ''same," "high," and
11 low. 11
Guide children to become aware of differences
in over-all rhythmic movement:
a. Identify beat' and rhythmic pattern.
b. Identify rhythmic patterns as even and
uneven.
Stress presence of multiple sounds by calling
attention to melody and accompaniment.
Help children to become aware of melodic and
rhythmic phrases as same-different.
Emphasize the relationship of obvious changes
in tempo and dynamics to musical expressiveness.
Guide children to distinguish between vocal
and instrumental music.
Help children categorize connnon instruments by
high-low pitch.13

Bulletin Number

3.

January 12, 1967

I have made a plan for a listening lesson which you
may use in your class. This is very similar to the
lesson plan I followed when I was in your room last
week.
13Bjornar Bergetho:rn and Eunice Boardman, Musical
Growth In The Elementar School, (New York: Holt, Rinhart
and Winston, Inc., 19 3 , p. 30.

13
Record:

Hobby Horse 11 from nMemories of Childhoodn
Pinto. RCA Victor Record Library for
Elementary Schools, Volume 1, Radio
Corporation of America, RCA Victor Division,
11

1947.
Objectives for the listening lesson:
1. to develop recognition of the direction
of melodic movement. (descending passages).
2. to develop sensitivity to mood in music.
3. to develop recognition of whether music
swings in two or three.
4. to develop recognition of repetition and
contrast.
5. to develop concept of tempo. (fast-faster
at end)
6. to develop dramatization of music they hear.
Teaching method:
1. Give a brief story about the music.
2. Direct children to listen for the following
in the music:
a. Children riding on their hobby horses.
b. Any place where the children might have
stopped for a rest.
c. Any place where the children might have
fallen off their horse.
3. Play entire recording.
4. Discuss what they were asked to listen for.
Discuss anything else they heard--mood, rhythm,
meter.
5. Play recording again so if they didn't hear
these things the first time they will have a
chance to listen again.
6. Discuss again if necessary.
7. Direct listening:
a. Is there any repetition and contrast?
b. Does the tempo ever change?
8. Play recording again.
9. Discuss.
10. Play recording again if necessary.
11. Discuss again if necessary.
12. Flay again and have children draJnatize the
music they hear.
Although the elementary music consultant works in
many ways, her day-by-day activities fall into three major
categories:

(l} workine; with the elementary teacher and her

children in the classroom, (2) working with teacher in-service
groups, and (3) conferring with teachers and principal.
There are other services she performs but these are her major
functions.14
Most of the work of the elementary music consultant
is done through classroom visits.

Most of the visits are

made on a scheduled basis; that is, the elementary teacher
knows the arrival time of the consultant in her classroom.

An on-call visit is the kind of service that the
consultant welcomes most.

It means that she is being called

in to work on a specific problem at the request of the teacher.
There probably will not be many opportunities for
unscheduled visits in the course of the elementary music
consultant's day.

They are possible only when good rapport

has been established between teacher and consultant, where
there is a mutual feeling of trust and respect, and where
the consultant has free

time~

One effective way of working with teachers in
elementary music supervision is in-service programs.

Along

with supervision on a person-to-person basis, there is a
need for teachers to meet and work together in group situations.
Most teachers seem to prefer doing activity, rather than
just talking about the activity.

tar~

Also, the workshop should

14Edward J. Hermann, Supervising Music in the ElemenSchool~ (Englewood Cliffs, N. J.:
Prentice-Hall, Inc.,

196 ), P• 49.
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promote some musical growth of the individuals participating in the workshop.

The music supervisor should be a

leader, but she should not dominate the group.

Members of

the group should be encouraged to take over discussions and
presentations.15
A fundamental rule of group work is that it be
problem-centered.

The problem to be worked on must be of

interest to all, it must be clearly defined, and it must be
sufficiently limited so that the chance for a successful
completion in the time available is assured.
In planning for in-service meetings the supervisor
realizes, according to Hermann:
1.

that the problem being considered must be
taken into account in establishing the size
of the group.

2.

that a period of one hour or one-and-one-half
hours is generally needed for a satisfactory
session.

3.

that the group process must be democratic,
flexible, informal, and creative with a
provision for emergent leadership.

4.

that the problem must be appropriate, stimulating, and challenging. It should be agreed
upon before the group begins to fuaction.

5.

that a comfortable atmosphere is conducive to
a successful group meeting.

6.

that bringing people together makes possible
a "group mind" that may be more productive
than isolated, individual thinking.

7.

that due consideration should be given to group
metabolism. Signs of fatigue should be noted:
teachers have put in a full dayl Change of
pace is just as necessary in planning for inservice groups as for classroom teaching.lb

l5Ibid., pp.
16 ibid., p.

56-57.

57.
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There are many problems that could be the center for
in-service meetings.

A few are:

1.

Using simple instruments in the classroom.

2.

Developing a responsiveness to rhythm.

3.

Understanding the elements of music through
the use of recordings.
a.
b.
c.

4.

melody
harmony
form

Playing piano for classroom use.

The following is an example of a problem-centered
workshop:
A group of teachers want to learn to play piano
enough so they can play a single line melody from
the music book used in their classroom, as well as
to play a simple chord accompaniment to the songs in
their book.
In this particular group, we will assume that
all teachers have the knowledge of the basic theory
needed in piano playing. The following steps are
then necessary for the music supervisor to help
teachers learn to play the piano:
1.
2.

3.

4.

The supervisor must help teachers get
acquainted with the piano keyboard.
The supervisor must help teachers find
keys on the piano keyboard.
The supervisor must help teachers learn
primary chords on the piano.
The supervisor must supervise keyboard
experiences in playing songs and chordal
accompaniment.

The group will need to meet in a room equipped with
a desk for each person in the group, at least one piano,
and blackboard space. Each person will need a cardboard keyboard in front of them which the school will
purchase. The music books used in the various classrooms will also need to be in the room. If there are
several pianos in the building, they will need to be
used for a portion of each period.

17
The group has agreed to meet one hour per week for
a period of three months. The group will meet together
to begin the workshop and then they will divide into
smaller groups depending on the number of pianos
available. The supervisor will work with individuals
in helping them to develop skills as well as with
the small groups and the large group.
Another way of working with teachers is a conference.
Conferences may be initiated by the teacher, the consultant,
or the principal.

They may range from a few words spoken

at the end of a classroom visit to a relaxed, unhurried,
professional discussion.

The unplanned conference, too,

may be of great value.
The elementary music consultant, to function as
a resource person, must be flexible and versatile.

She must

keep up-to-date on the wealth of new materials on elementary
music education that are published each year.

She must

see to it that adequate supplies and materials are provided
to classroom teachers.

She must be fa.rniliar not only with

trends and issues in music education but in the broader field
of elementary education as we11.17
Kimball Wiles has outlined the task of supervision
in this way:
The improvement of the learning situation for
children cannot be provided by centering attention
on teaching techniques •••.•• To improve instruction,
supervision must provide: leadership that develops
a unified school program and enriches the environment for all teachers; the type of emotional
atmosphere in which all are accepted and feel that
they belong; opportunities to think and work together effectively as a faculty group; personnel
procedures that give the teacher confidence in the

l7ibid., pp. 49-60.
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school systl~; and program change based on honest
evaluation.
The major factor in effective leadership in any
curricular field must be the human factor--student and
teachers.

To achieve a balance between this human factor

and the veneration of inflexible rules and paper production
becomes the supervisor's responsibility.

His job is to

work consciously toward increasing everyone's involvement
with comrriitment to the central purposes of the institution.19
Teacher-Supervisor Relationships
A constructive, or mutually cooperative, relationship between the teacher and the supervisor is not accidental,
but requires thought and careful planning.

The mutual

goal is a more effective teaching atmosphere.

The respon-

sibility is a joint one and generally not too difficult
to attain.

Modern supervision is cooperative.

The current

emphasis upon guidance of pupils is evidence of wholesome
concern for the individual, and naturally it extends to
staff relationships.20
l8Kimbal Wiles, Su ervision For Better Schools,
(Englewood Cliffs, N. J.: Prentice-Hall, Inc., 19 0 , p. 10.
19 Alan G. Robertson, nEffective Leadership in Meaningful Teaching of Music, 11 Music Educators Journal, (January,
1965), p. 95.
visors, 11
(Boston:

20 Joseph W. Landon, "Changing Status of Music SuperMusic Education In Action, ed. Archie N. Jones,
Allyn and Bacon, Inc., 1960), p. 415.

19
The supervisor and teacher should maintain a
wholesome attitude toward one another, pool their inform.ation, and approach problems or difficulties in a spirit
of constructive and open inquiry.

There should be many

creative opportunities with results both stimulating and
satisfactory.

A continuous program of comprehensive and

functional evaluation should be maj_ntained.

An intelligent

supervisor views classroom activities objectively and uses
the "guidance approach" in making suggestions.21
The supervisor-teacher relationship operates best
without sharply delineated, authoritative lines.

The

elementary music supervisor's suggestions are taken not
because teachers must take them but because they want to
take them.

Hu.sic supervision becomes effective when it is

concerned more with human factors and less with rules and
regulations.
The experienced elementary music consultant knows
very well that music taught by a teacher forced into doing
so against her will is likely to be most unrewarding.

Husic

is so loaded with affective, emotional elements that the
attitude of the teacher, as much as any other factor, is
responsible for the success or failure of the classroom
musical experiences. 2 2
21 Ibid., p. 417.

22Edward J. Hermann, Supervising Music in the Elemen(Englewood Cliffs, N. J.: Prentice-Hall, Inc.,
1965), p. t>3.

~School,
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Ways Classroom Teacher Can Help With The Music Program
There are some elementary teachers who feel
incompetent in teaching their own classroom music.

They

may not want to try because they feel they cannot and do
not want to make a fool of themselves trying.

However,

there are ways in which every elementary teacher can carry
on the music program of his classroom.
1.

Many songs from the basic song texts are
available in recorded albums. Children can
learn the songs by listening to these records.

2.

Many free, imaginative, and creative musical
activities are possible whether or not the
teacher can sing in tune, read music, or play
the piano. Rhythmic activities are attractive
to all children.

3.

Every teacher can do competent work in the area
of listening experiences.

4.

Every teacher can relate the musical activities
of the class to other areas; art and social
sciences are two good examples.

5.

Every teacher can borrow a set of bells and
pick out a few tunes on .them, then use them
in class to add simple harmony parts, help
children make up tunes, devise two or threenote introductions to songs.

6.

Every teacher can ask to have musical instruments brought into her classroom for demonstration.

7.

Every teacher can use rhythm instruments to
dramatize a story. The clippety-cloppety of
a horse r s hoofs can be a wood block, coconut shells,
or even cupped hands pressed together. From such
simple steps the teacher, growing in confidence,
may have her class moving to drums, tambourines,
and other instruments.

21

8.

Every teacher can help children collect objects to
become part of a classroom musical collection. A
horseshoe is used in some classrooms as a triangle;
a piece of metal with a good musical sound serves
the. same purpose. Bottles, empty or filled with
various amounts of water, will produce tones of
definite pitch. Teachers can also help children
make rhythm instruments such as drums, sand blocks,
shakers, or jingle sticks. (Remember that such
instruments should have good tone.)

9.

Every teacher can locate the wealth of material
available on teaching music--4.f. she wants to.

10.

Every teacher can attend in-service workshops or
lectures on ways to teach music.

11.

Every music teacher can look for ways to help.
Every classroom teacher can ask for help.
Every teacher can teach music--if she wants toi23
The classroom teacher has certain responsibilities

in the teaching of music in her classroom:
1.

She seeks adequate music preparation in college in
order to teach music.

2.

She seeks assistance from the music specialist
when needed.

3.

She teaches music every day in an enjoyable
atmosphere.

4.

She learns songs well before presenting them.

5.

She strives to have activities during the music
period.

6.

She provides experiences on the social instruments
such as ukeleles, autoharps, and other small
instruments.

7.

She demonstrates creativity in guiding children
as they listen and participate.

2 3Frances M. Andrews and Clara E. Cockerille, Your
School Music Program, (Englewood Cliffs, N. J.: Prentice-Hall,
fnc., 1958), pp. 68-69.
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8.

She· u~es m~~dc to embellish and integrate all
learnings. LIThe classroom teacher is charged with the responsi-

bility of educating the child, not only in certain disciplines,
but the whole child in all disciplines, including music.
Elementary teachers can teach music with the help of a good
music consultant.

They can learn the discipline of music as

easily as they learn the other disciplines which they teach
in a classroom.

The music teacher is restricted by the master

time schedule, whereas the classroom teacher can use music
advantageously thrGughout the day.

Regardless of ability

or interest the classroom teacher has an obligation and
responsibility to encourage and sponsor musical activity
in the specific grade taught.

Varied and balanced experiences

must be provided for the students and they should not be
limited only to those areas in which the teacher excels or
feels the most capable.

Certainly some

clas~room

teachers

have no performing medium, but a well educated person can
develop s,ome skills that will at least instill a positive
interest in music.

Where there is an impossible situation

other teachers can assist or the music specialist would
necessarily take the responsibility for the music class.25
2 4r11inois Office of the Superintendent of Public
Instruction, Learning And Living Music, Illinois Curriculum
Program, Subject Field S·eries C-$, (Springfield: 1961), p. 4.
2 5vincent Picerno, "Music Education Through the
Classroom Tea.cher,n :Music Educators Journal, (February-March,
1965), p. 129.
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Many teaching aids and texts are available to help
the elementary teacher.

Musicians and specialists may teach

music best but the elementary teacher is an educator,
psychologist, and generalist.

No one can say that the

classroom teacher cannot teach music to children.

If the

classroom teacher has music preparation in his college
undergraduate work and is willing to teach music under the
guidance of the music supervisor then the music program
benefits from the specialized talents of both educators.
The success of the music education program in our schools
depends on success in teaching as well as good musicianship.26
The elementary teacher has the central role in the
elementary music teaching program.

With the help of a music

supervisor or consultant, she is responsible for carrying on
the n:usic program in most school systems.

However, in some

schools the music specialist does all of the music teaching.
The responsibility of teaching music in the elementary school
needs to be shared by the classroom teacher and the music
supervisor.

No elementary music specialist, regardless

of her ability, is able to plan and carry out a program of
music for the

elements~y

school entirely by herself.

The

cooperative approach offers the greatest possibility for the
development of a vital, continuous program of music education
in the elementary school.

The cooperative approach combines

the resources of the classroom teacher who is a specialist
in knowing how children behave and learn at a particular
26 Ibid., p. 130.
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stage of development and the music specialist who is highly
skilled in a particular area of the curriculum.

The

combined efforts of both are necessary if a truly effective
program of elementary music is to be developed.
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